Parent-child pairs dressed in identical clothing, dance in synchrony. But Stromae, playing the song's eponymous father, has become an inert and caricatured dummy. His "son" dances around him in the front garden and various rooms of the house, failing to establish any sense of connection until, finally, he too settles into rigidity on the sofa.
What is it about this song that appeals to Rwandans to such an extent today? Is it connected to a wider sense of intergenerational loss? And can this tell us anything about how Rwandan artists are negotiating complex family memories through their work?
Two decades after the genocide against the Tutsi, Rwandans born between 1976
and 1994 who were children at the time have now reached adulthood. All Rwandans are marked by the horrific violence of this period and the majority of those present in Rwanda in 1994 witnessed killings first hand. As many as a million Rwandan Tutsis of all ages were killed: around one in ten people lost their lives, at least 77% of the Tutsi population were killed and thousands of survivors were left with physical and emotional disabilities (Eltringham, 2004:63) . A UNICEF survey conducted 13 months after genocide, with 3,030 children of all ethnicities from across Rwanda, found that 95.5%
had seen or witnessed violence personally, 78.3% had experienced death in their family and 90.3% believed they themselves would die (Dyregrov et al., 2000:6) . One of the most devastating consequences of the genocide has been children left to grow up without parents or extended family. In 2003 Human Rights Watch estimated 400,000 children (10% of all Rwandan children) were living without one or both parents as a result of the genocide, war, HIV or prison (2003:1) . Researchers have studied trauma and other psychological effects of genocide experienced by Rwandan children (Dyregrov et al., 2000; Neugebauer et al., 2009; Gasanabo, 2013; Kaplan, 2013) ; the transgenerational consequences of genocidal violence in Rwanda (Roth et al., 2014) ; and interventions to address children's mental health needs and promote resilience in Rwanda (Sezibera et al., 2009; Dushimirimana et al., 2014; Wallace et al., 2014) .
Whilst the violence perpetrated against the Tutsis and Hutu sympathizers in 1994
was the most brutal and extensive the country had seen, it was not without precursors.
Many parents of Rwandans who were children in 1994, at home and in the diaspora, had already witnessed mass violence. This began in 1959 when, with anti-colonial tensions running high, an attack on a PARMEHUTU 1 activist lead to the burning of Tutsi houses and the murder of between 200 and a thousand people (Eltringham, 2004: 34-41; Prunier, 2010: 47-49) . Attacks escalated over the following years and by 1964 a UN census estimated there were 336,000 Tutsi refugees outside of the country, two thirds of them in Burundi. That is to say 40-70% of the pre-1959 Tutsi population were now in exile (Eltringham, 2004: 41) . In just two months between December 1963 and January 1964 10-14,000 people were murdered (Lemarchand, 1970: 225) . This violence was horrific for those involved: Yolande Mukagasana describes her husband aged 13 losing his entire family, his mother burnt alive in the family home (1995: 73-5) . Bertrand Russell, writing in Le Monde, called it "the most systematic massacre since the extermination of the Jews by the Nazis" (my translation, 1964) . Despite regional variations, it seems reasonable to suggest that most of the Tutsi population fleeing into exile had either witnessed violence first-hand or had friends and relatives who had done so.
By the 1990s, violence between 1959-64 and 1972-3 had created a diaspora of as many as 700,000 refugees, in addition to other Banyarwanda 2 who had earlier settled outside Rwanda's borders (Prunier, 2010: 63) . Academic analysis of the experiences of this group of Rwandans (which includes many influential figures in current Rwandan politics) tends to focus on the historical and political framing of the past (Eltringham, 2004; Long, 2012) and the disarmament, demobilization and reintegration (DDR) of former RPF (Rwandan Patriotic Front) soldiers (Clark, 2014; Mgbako, 2005; Waldorf, 2009; Verwimp and Verpoorten, 2014) . Erin Jesse has written anthropologically about this group's relationship with politics and history after 1994. She argues that whilst social status, wealth, and country of refuge affected both their experiences of exile and of return to Rwanda, they are united in their "nostalgic sentiments regarding the benefits of the Rwandan monarchy" and the "idyllic" pre-colonial past (2017: 190-191) . But the way in which returnees who grew up outside of Rwanda navigate their parents' experiences of past violence has yet to be fully explored.
Rwandan researchers in the social sciences are beginning to study how young people today engage with their parents' actions and experiences of genocide (Dushimimana, 2017; Benda, 2017; Rutayisire and Richters, 2017 (Doná and Veale, 2011: 1276) , in comparing across different geographical and generational contexts I wish to focus on the group targeted by genocide in Rwanda, bearing in mind that the ideological framing for that violence (to kill a whole people) has particular significance for family dynamics.
Secondly, very few artistic works examining other identities are in circulation (with the exception of Edouard Bamporiki's film Long Coat and subsequent publishing projects).
Through this work I explore how artists represent the direct and indirect sharing of family memories. Often, as in Stromae's Papaoutai?, these family relationships are characterised by absent or interrupted communication between parents and children.
Here, artists both depict these challenges and use the artistic process as a means to renegotiate and reimagine familial relationships. Intuitive connections and revealing differences emerge between the work of those who survived genocide and those who grew up in exile. The study of the second generation reception of the violent past in relation to the latter, may inform the ways in which the former child survivor experiences evolve, particularly given ongoing engagement and artistic exchanges between contemporary Rwandan artists from a range of backgrounds.
Structured according to both genre and different forms of memory, this discussion is divided into four sections. The first two examine the defining characteristics of experiences grounded in Rwanda and in the diaspora, the third and fourth bring these experiences together for comparative analysis of aesthetic strategies deployed in performance and fiction. I consider both vertical transmission of memories (between children, parents and their grandparents), which I relate to the field of intergenerational memory; and horizontal memory, the sharing of contemporary memories between family members, that I in turn explore through Hirsch's concept of affiliative postmemory. If the material discussed is unusual, the framing, for readers of Memory Studies, is not, drawing on theories about family memory from Holocaust Studies and Diaspora research. In bringing these fields together I hope to begin a conversation about this kind of memory work in Rwanda and extend the conversation within Memory Studies by connecting diaspora and first-hand experiences of recent violence through the arts. Despite these disadvantages, some child survivors have also become highly visible through their participation in commemoration, transitional justice (UNICEF, 2010) and documentation (Genocide Archive Rwanda, 2018) . Child survivor testimony, evoking as it does the senselessness of violence and the innocence of those attacked, is culturally and politically valuable (Hron, 2013: 28-30 Both testimonies refer to memory work as a process. That is to say, the way in which they engage with the past has changed and is substantially changing over time.
Initially, in keeping with many adult survivor narratives (Norridge, 2013: 149-151 ) they suggest fear was the dominant emotion during the genocide, staying alive and fighting to build a future took precedence in the aftermath and it was only later that their memories of the violence began to resurface. Suzanne Kaplan sees this as a traumatic symptom:
"the individual feels an intense, urgent need to regain control over life " (2013: 94) , whilst other mental health professionals might read it as normal adaptive behaviour (Summerfield, 2000: 243-4 She describes this period as being "too full of memory", a time in which she had difficulty navigating how she could bear witness to genocide suffering (264).
Rwandan survivor testimony often asserts that life in Rwanda can be divided into a before and after genocide (Hatzfeld, 2008: 83) . For Rwandans who survived as children their lives before genocide were much shorter than adult survivors, their memories necessarily incomplete and unformed. This can be seen in the structure of the testimonies. For example, only the first fifth of Demain ma vie is dedicated to life before 1994, the majority focuses on violence and its aftermath. The weight of the genocide tends to displace memories of before, the overwhelming legacy of loss is much greater than the memory of parental presence. Rida comments that "the memory of that time is too present" (2014: 32). She explains: "One day, I had a family, one day I had a country, one day I had friends, one day I was a happy child surrounded by people" (2014: 32).
The repeated French phase she uses here is "un jour…". My translation, "one day", If the weight of genocide displaces memories of before, the violent nature of these memories also contaminates and reframes happier images from childhood. For example, Rida finds herself unable to reminisce with other children because: "we can't remember the good times when we played hide and seek without bringing to mind how our friends were found in their hiding places" (2014: 57). Considering this loss, she continues: "It makes me so unwell, I tell myself that I've lost everything, that I've even lost my generation" (2014: 58). Such bereavement is compounded by the lack of mnemonic objects which might maintain any enduring sense of the presence of the pre-genocide childhood past. Kayitesi speaks movingly about the loss of family photographs during the genocide. She explains that when she discovered they were deliberately destroyed she felt "betrayed and broken all over again " (2009: 151) . Violence obliterates memories both physically and emotionally.
Genocide also robs Kayitesi and Rida of the chance to build relationships with their parents over time. Kayitesi explains she suffers from not having been able to get to know her parents well (2009: 107-8) and from the familial responsibilities she had to assume caring for her younger brothers and sisters when she was still a child herself. She is also sad that her remaining family members have had to separate to survive (staying with host families and institutions), meaning they've lived different experiences ( 
Exile and a Different Loss
At the heart of Rida and Kayitesi's memoirs is a pervasive sense of parental loss, a loss that goes to the heart of their identity and to how they locate and perceive themselves within Rwanda. By contrast, the stories of child returnees often feature both physical parental presence and the loss of land and family members those refugee parents experienced. As a result these parents are often invested in transmitting a sense of location and connection to their children living in exile. This is a feature of diaspora experiences that has received increasing attention over the past seven years. Julia Creet and Andreas Kitzmann's field-defining collection Memory and Migration argued that whilst "contemporary theories of memory have mostly considered memory in situ, and place itself as a stable, unchanging environment," in practice memory is often out of place, stimulated precisely by movement and migration (2011: 3-10). In Creet's words, "migration rather than location is the condition of memory" and "displacement intensifies our investments in memory" (2011: 9-10). Monika Palmberger and Jelena Tosic, similarly argue for an intrinsic connection between memory and movement, suggest that "in diasporic contexts, mnemonic images of 'home' prove to be especially pervasive, often implying a longing for -possibly never visited and virtual -faraway places" (2016:
1-2). We will see that this emphasis is only intensified by the transmission of violent memories of place across generations. Whilst Esiebo's interviews don't dwell on parental experiences of violence, the underlying reason for a childhood in exile, they do describe the extent to which returnee artists felt their childhood identities were formed in dialogue with their parent's longing for somewhere else and their desire to transmit an emplaced sense of identity. This sense of being defined by parental memories and loss of place and people, has been explored by Hirsch in relation to the children of Holocaust survivors, themselves mostly in locations other than where their parents grew up, using her term "postmemory":
To grow up with such overwhelming inherited memories, to be dominated by narratives that preceded one's birth or one's consciousness, is to risk having one's own stories and experiences displaced, even evacuated, by those of a previous generation. It is to be shaped, however indirectly, by traumatic events that still defy narrative reconstruction and exceed comprehension.
These events happened in the past, but their effects continue into the present.
(2012: 107)
The children of Rwandan refugees also find their identities shaped by the memories of the previous generation, memories that grew out of extreme violence and are often hard to grasp.
This sense of displaced identity is clearly visible in these artists' relationship to the place they call home. Even though many had never visited the parental home they talk about "returning" or "coming back to Rwanda". Rwanda is "home" when it has never been home, Rwandan culture learnt and embodied through daily interactions with family and friends in exile. Aaron Hass in his work on second generation Holocaust survivors recalls that when he was asked where he was from he would reply Lublin, even though he had never been there: "I felt as though that were my home" (1996: 2). Similar longing for a missing home, a point of origin, and the related sense of childhood dislocation, played a fundamental role in most of the returnees' desire to settle in Rwanda. As Anne Mazimhaka explains: "When you see your parents and your family without a home, forced to live without a home, there is something that grows in you, that makes you want to be a part of their return journey" (Esiebo 2014). The second generation "return" to a place they have visited only through their parental interactions.
A question that emerges but is not answered by Esiebo's photographs and interviews is whether these artists feel their family-inflected experiences of diaspora and "return" are marked by other forms of loss. The loss of the chance to form an identity on their own terms growing up in a country other than Rwanda, the loss of their own childhood memories, displaced by the parent-child interactions. We'll find rich material to explore in relation to these questions as we turn to performance and fiction. We'll also look further at the ways in which this generation's relationship with the past is changed by their own memories of the 1994 genocide against the Tutsi, albeit often experienced at a distance, and how this affects their relationship with their parents' earlier experiences of violence. This will give us a sense of how this form of diasporic postmemory might transform over time. As Maria Rice Bellamy explores in her study of "contemporary ethnic American" memory, postmemory involves not only identification, but also translation -taking ownership and imagining the past through your own lens, and differentiation -"the process through which the protagonist rearticulates or represents her traumatic inheritance in a form different from the one which she receives it" (2015:
7). Performance, connected with both the transmission of culture and family genealogies, offers an excellent starting point for examining the evolution of these memory processes.
Performance: Embodied Memory The Rwandan identity for the child growing up in exile is located in the parental past, to be a Rwandan, when you are no longer living in Rwanda, is to construct present identities through that past. This is both a condition of the diaspora and culturally also varies the episodes he shows, how he presents them and the identities of some of the peripheral characters (powerful uncle becoming the godfather for example) so that each production, and the more recently published script, functions as a reworking of history.
The core though remains the same. The play examines how Eddy (Ery) is born in Belgium to Rwandan parents, returns to Rwanda in the mid-eighties whilst still young, adjusts to life at the Belgium school in Kigali (complete with friendships, annoying siblings and teenage band stories) and then lives through the 1994 genocide against the Tutsi before seeking refuge in Belgium with his mother and sisters. Whilst the narrative is focalized through Eddy/Ery, Nzaramba nevertheless embodies the characters of his parents, wider family and friends. He also animates two voices that appear to be located in Eddy's head, voices he refers to as "vanity" and "shame" (or more recently in print "conscience"). This multivocality is key to the psychological coherence of the piece as Nzaramba explores his own complex identity. Born to a Hutu father and a Tutsi mother who grew up with a Hutu family, he questions how to identify himself, in particular whether he can call himself a "survivor". This is further complicated by the loss of his father, mother and youngest sister to HIV during and shortly after the genocide. Almost his entire family died in 1994. They were partly Tutsi but they were able to escape because his father was Hutu and the deaths weren't directly caused by the genocide. However, his artistic decision to embody his parents stems not only from a longing for an imaginative adult connection, it also forms a concrete ideological choice, given his parents' different identities and their own decision not to talk about ethnicity in the family home when he was growing up. As he explains: "We were in blissful ignorance, and we grew up like that, and I still want to stay like that, I want to stay in this blissful ignorance about Hutus and Tutsis.
[…] As in, I don't want to know or I don't want to admit it, or I don't accept it." Recalling his mother's decision to tell him about her own identity only after the genocide had started, a scene he re-enacts in the play, he reflects How?" -questions that, although interspersed with narration that locates them in the past, could as easily be asked today.
The scene in which Eddy/Ery's mother reveals her HIV status is titled "The Unburied Memory". It is unburied perhaps in the sense that it is still raw, his questions remaining resonant today. Ntarindwa's play evokes similar desperation when he asks, after arriving in Rwanda for the first time: "Why these mutilated bodies on such beautiful hills? " (2009: 25) . All these questions remain unanswered, connected to memory and to a loss central to the character's identity: the loss of family, the loss of the idealized homeland. Ultimately both writers leave us with missed and missing connections.
Nzaramba describes not being present in photographs taken of his mother and sisters during a trip around Brussels just before his mother died. Not wanting to engage with her approaching death he refused to join his family. Now he looks at the photographs and Ruhorahoza's film Matière grise is similarly concerned with the formation of family memories but the framing is different. Set in Kigali, the film is structured through three storylines: a young filmmaker trying to raise funds to make a film about genocide in Kigali; an allegorical exploration of a young man being radicalized to hate cockroaches in a prison cell; and the story of a brother and sister in their early twenties, whose parents were killed during the genocide. Ruhorahoza uses technology (pay phones, mobile phones and computers) to give indications of the time periods: contemporary in the first narrative, ambiguous in the allegorical section and immediately after the genocide for the last. The suggestion is made, mostly through family photographs, that the film-maker character has lost his own family and been adopted by an older white couple. The two subsequent narratives appear to belong to the film he has been seeking to fund: we see the actress who plays the sister in rehearsals in the first section. This film explores how stories, and in particular memories of genocide and its aftermath, are transmitted between people and through art.
Faye's novel opens with two interludes before we enter into the action. First, in the child's voice, we hear the French father's explanation of the reasons why there is conflict between Hutus and Tutsis: they have different noses. With brilliant comic timing, the children realize that the parental explanation doesn't hold water -noses don't seem to be a reliable predictor of anything. After this prologue, in italics, we're given the narrator's adult voice talking about his sense of displacement in France and his longing to return to the country of his childhood. Strangely, as we return in time to childhood for the first chapter, we also journey into the future: "I'll never know the real reasons why my parents separated " (2016: 17) . From the outset then we have the impression that this is a novel that moves across time, that explores the family from adult and child perspectives, that it is about the unreliability of parental explanations, the impossibility of full intergenerational understanding. Faye introduces a double plot line -the breakdown of his parents' marriage and the growing violence in Rwanda and Burundi. Both will destroy the family. But whilst marriage troubles are witnessed with relative first-hand intimacy, the violence playing out in the wider context is mostly recounted at a distance, then rendered palpable by its effect on family members.
As we've seen with other returnee narratives, there is a sense of intergenerational transmission of memory between the mother, her wider family, and the children. At times this is indicated as transmission that occurred in the past -as a postmemorial condition that is already established. For example, visiting a family friend for lunch in then Zaire, young Gabriel, empathizing with his mother, comments: "Rwanda, the country she left in 1963 during a night of massacres, by the light of the flames engulfing her family home, the country she had never returned to since the age of four, was there, a few hundred fathoms away, almost within reach" (2016: 23). However, we also witness the formation of cultural intergenerational connections. In a later scene the great grandmother, grandmother and uncle -all refugees -gather after lunch with the mother and her children to share stories. We're told an older uncle, an internationally educated engineer, has already joined the RPF and died in Rwanda. Now Pacifique, the mother's younger brother is keen to leave for the front. The great-grandmother, nearly a hundred years old, When his sister returns they have a difficult conversation as she attempts to ask him questions to relocate him in the present. It emerges their father was burnt alive and mother was raped multiple times. It also becomes clear that Yvan was in Belgium studying during the genocide and didn't witness any of the scenes he has been "reliving".
A sharing of memories has clearly occurred in some form here: memories that Yvan has subsequently taken on as his own. This transmission of memories is not across Ruhorahoza has spoken to me and others about how this sense of both distant and intimate knowledge forms the semi-autobiographical grounding for his work. Usually resident in Kigali, he happened to be visiting his grandmother in the South West of the country when the killing started. He was able to reach safety and was spared the worst of the violence. However, news reached him that his family had been found dead, his mother and sister raped before being killed. It was only at the end of genocide that he discovered this was a fabricated story designed to keep them safe. He observes: "To this moment, I still have a hard time talking to my siblings and my mother about the genocide. I didn't live the same experiences as they did" (Naimasiah 2015) . Returning to Kigali in August 1994, he realized how lucky they were, so many people he knew had been killed. Meeting the few remaining deeply wounded survivors he asked himself "What would it have been like to return to nothing?" (Ruhorahoza 2015) . It was only much later, and mostly through books, that he began to make sense of what had happened to him as a child. Faye describes a similar process, coming to terms with his past through books and theatre, explaining "I understood after the event" (Dialogues musiques 2016).
predominantly located inside and in the immediate surroundings of the family home. This is the setting for family conversations: it is where both Gabriel and Yvan's most intimate revelations and exchanges occur. However, the home also symbolizes the utter destruction of the genocide, the dissolution of ideas of physical safety and family unity.
Faye offers a foretaste of this as the parent's marriage unravels in the build up to April 1994: Gabriel listens to his mother's violent arguments with his father, worrying at the fraying edge of a hole in the mosquito net he points out had up to that day always protected him from bites. The secure boundaries of the world are changing, violence arriving with shocking brutality. In Matière grise it is intimated that Yvan's parents were killed inside the compound during the genocide and that the sister was perhaps raped. In
Petit pays, Gabriel's mother travels to her sister's home in Rwanda immediately after the RPF gain control and finds her nieces and nephews dead on the floor: the girls in the sitting room, their brother in the corridor, wearing his favourite football shirt. She buries them with her own hands.
In addition to the family homes and by extension the familial relationships being concretely visited by violence, in both texts the sanctuary of the home is also troubled at a distance by the sharing of violent stories. Early in the genocide Gabriel's mother speaks to her sister from the house phone. Aunt Eusébie recounts how she listened to her neighbours being killed that morning on the other side of the fence, powerless to help. It is the last conversation they have. Gabriel recalls, "From April to July 1994 we lived the genocide being perpetrated in Rwanda at a distance, between our four walls, next to a telephone and a radio " (2016:163) . After the genocide the sense that genocide has permeated daily life continues when the mother returns from her trip to Rwanda. She recounts the horror she found in Rwanda around the dining table. Then she stays on in the family home, drinking on the sofa by day, creeping into the children's room by night.
There she shakes Gabriel's sister Ana awake to tell and retell the story of how she found the bodies of her nieces and nephews and tried in vain to scrub away the stains on the floor left by their decomposing flesh. In Matière grise, the viewer is left to imagine another return: Yvan's return from Belgium, the stories he finds at home and his decision to start wearing a helmet for protection. Here again it is the image of the corpse that permeates the home. Young Anna draws corpses and houses in flames with her crayons (2016: 194) . Yvan constantly hallucinates bodies in flames on the driveway, on the television screen.
With the metaphor of the corpse inside the family home both artists depict the collateral damage of mass violence: the destruction of families, parents so traumatized they can no longer parent, fighting that spills over into surrounding countries, the economic desperation that forces survivors into structurally violent situations (Yvan's sister engages in oral sex with a psychologist to pay for his medication). Ingabire and singer, songwriter, author and archivist Claver Irakoze) they've suggested that for their own mental health their engagement will eventually reach a turning point.
Whilst their existing artwork will continue to encourage the public to remember the genocide, having fulfilled their duty to memory, they will move on to more sustainable, less emotionally draining work. The novel Faye is currently working on doesn't engage with genocide, Ruhorahoza's more recent films are not overtly testimonial.
At this point in time, a quarter century after the genocide against the Tutsi in Notes 1 PARMEHUTU, or the Party of the Hutu Emancipation Movement, was founded by Grégoire Kayibanda and would go on to dominate local and later parliamentary elections (Prunier 2010:48 (Prunier 2010:380) .
